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Abstract

M y interest  this  year  was  an architec ture  based on exper ience and 
how the architec t  rat ional izes  the complexit ies  of  the ineffable.   With 
exper ience being such an intangible  phenomena,  whi lst  architec ture  is 
such an intransigent  mater ia l ,  the process  became about  how to t ranslate 
the one to  the other  through the process  of  drawing.  

	 By  us ing Table  Mountain  as  a  s i te  for  explorat ion,  the intangible 
exper ience of  dwel l ing on the mountain  was  studied as  an exper ience to 
be t ranslated into architec ture.   This  was  explored through a  process  of 
cognit ive  and architec tural  drawings ;  ephemeral  to  tec tonic  detai ls . 

	 The disser tat ion fol lows the process  of  landing on s i te,  exper iencing 
the space subconsciously  through the intel l igence of  the body,  and 
ref lec t ing thereupon through cognit ive  drawing.   The explorat ion fol lows 
the t ranslat ion of  these cognit ive  drawings into architec tural  drawings, 
in  a  way that  returns  to  the exper ient ia l  qual i t y  that  which they or iginal ly 
depic ted.  Translat ing t wo - dimensional  paper  into three - dimensional 
imagined exper ience,  which is  embodied a l l  the way through to  the 
tec tonic  detai ls . 

	 The process  informs an architec ture  which a l lows the user ’s  mind 
to  dr i f t  to  the memor y of  the mountain ,  re - or ientat ing themselves  to 
their  natural  surroundings and enhancing their  dwel l ing exper ience. 
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How does  one create  an architec ture  that  i s  based on exper ience when 
exper ience is  such an intangible  phenomena?  

The point  of  th is  invest igat ion has  been to  enable  a  t ype of  architec ture 
that  i s  informed by an exper ience us ing drawing as  a  tool .  Subsequently, 
how exper ience lands i tse l f  in  tec tonic  detai ls . 

	 Exper ience is  chal lenging to  study or  understand,  as  i t  i s  not 
tangible.  Therefore,  drawing is  used as  a  tool  for  invest igat ion,  as  i t 
i s  a  ref lec t ion of  one’s  ideas  and imaginat ion.  One can translate  their 
imaginat ion and ideas  into drawing and i t  becomes an objec t  that  can be 
ref lec ted upon or  understood by others. 

	 The s i te  of  invest igat ion was  taken f rom Table  Mountain .   The 
understandings of  being in  the mountain  were studied in  depth in  order 
to  be t ranslated into an architec tural  form.  I t  was  hoped to  create  an 
architec ture  that  understood how one dwel led and fe l t  in  a  space,  in  a 
way that  upl i f ted the user ’s  exper ience. 
	 Two t ypes  of  drawings were used in  the invest igat ion to  t ranslate 
exper ience into a  tangible  ar t i fac t  and subsequently  t ranslate  tangible 
exper ience studies  into spat ia l  form.  These were def ined as  cognit ive 
drawing and architec tural  drawing.

	 Cognit ive  drawing is  def ined as  a  more ephemeral  t ype of  drawing. 
The drawings are  done intuit ively  and express  subjec t ive  understandings. 
They can be seen to  be more express ive  than real ist ica l ly  representat ional 
and their  power  l ies  in  the lack  l imitat ion to  direc t ly  depic t  things.  This 
a l lows for  their  abi l i t y  to  be ‘read into’ by  a  user.  One can apply  one’s 
imaginat ion to  them and see into what  they could suggest ,  weather  i ts 
purposeful ly  or  sub - consciously. 

Introduction
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	 Architec tural  drawing is  understood as  being more real ist ica l ly 
representat ional  of  a  def ined objec t .  The drawings are  convent ional 
and have rules  such as  scale  and t ypes ;  for  example,  p lan and sec t ion 
drawings.   These convent ions  enable  i t  to  be universal ly  t ranslated.  The 
drawing l imits  imaginat ion and rather  depic ts  absolute  purpose of  a 
def ined f inal  outcome. 

	 The t wo drawings represent  a  process  that  or iginates  in  intangible 
phenomena and develops  into tangible  matter.  The outcome of  both these 
drawings becomes about  how to t ranslate  them,  f rom r ich express ive 
cognit ive  drawings into an absolute  t ype of  architec tural  drawing. 
Consequently,  how they inform the t ype detai l ing of  tac t i le  mater ia ls 
and architec tural  s t ruc ture  that  re - i terates  their  or iginal  exper ient ia l 
objec t ive. 

	 The format  of  the disser tat ion repor t  paral le ls  the process  of 
explorat ion.  I t  sur veys  the studies  f rom cognit ive  drawings to  their 
t ranslat ion into architec tural  drawings and how they express  exper iences 
that  manifest  themselves  into tec tonic  detai l ing.  The development  of 
des ign is  d iscussed through drawings and studies  that  were created 
throughout  the course  to  emphasize  the impor tance of  the process  of 
mak ing.  The f i rst  sec t ion of  the repor t  i s  about  exper iencing the natural 
landscape and us ing cognit ive  drawings to  interpret  and capture  the 
qual i t y  of  the exper ience.   The second par t  of  the repor t  fo l lows how these 
cognit ive  drawings can be unpacked as  studies  of  exper ience.  Thereaf ter, 
how these studies  of  exper ience can be t ranslated into architec tural 
drawings.  Thirdly,  how the exper iences  can be construc ted in  mater ia ls . 
The result  of  which is  an architec ture  that  has  been developed through 
the exper ience of  the user  as  i ts  core  informant. 
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Figure 1 .   P lan showing pedestr ian walk  f rom Devi l ’s  Peak to  the foreshore
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The star t  of  the invest igat ion was  landing on the s i te.  The s i te  of  the 
study was  a  sec t ion l ine across  Table  Mountain  drawn from Devi l ’s  Peak 
through to  the foreshore as  seen in  f igure  1 .  The in i t ia l  s i te  v is i t  was  a 
walk  f rom UC T up to  R hodes M emoria l ,  towards  the K ing’s  B lock House 
and Devi l ’s  Peak .  Af ter  which,  we traversed a long the contour  paths 
descending into the Cit y  Bowel.   Before  a  k nown design,  or  objec t ive  was 
achieved,  a  set  of  drawings was  done as  a  t ype of  s i te  analyses.  These 
drawings had no intent  of  real ist ic  representat ion or  purpose.  They were 
done intuit ively,  with  no k nown or  preconceived outcome and therefore 
can be categor ized as  cognit ive  drawings. 

Cognit ive  drawing.

Pal lasmaa’s   Think ing Hand descr ibes  the impor tance of  understanding 
a  space through both mind and body.  He expla ins  the intel l igence of 
our  subconscious  that  can be revealed through cognit ive  drawings and 
representat ions.  H is  approach is  based on the idea that  the human body 
holds  an intel l igence that  cannot  be descr ibed rat ional ly.  He expla ins  how 
the human body is  capable  of  communicat ing k nowledge subconsciously. 
This  could suggest  that  one’s  body has  a  memor y.  When we exper ience 
space,  our  body can remember  the sensat ions.  This  intel l igence is 
expressed in  the way that  80 percent  of  communicat ion bet ween people 
is  est imated to  be achieved through body language rather  than verbal 
channels. 1

	 He cont inues  to   expla in  how the drawing ref lec ts  ideas  through 
the intel l igence of  the hand.  The drawing is  def ined here  as  being a 
representat ion created by our  body (both mind and hand) ,  which could lead 
to  intuit ive  t ruths.  Cognit ive  drawing can be understood as  the drawing 
that  an indiv idual  does  subconsciously.  As  body language communicates 
subconsciously  in  conversat ion,  i t  could be suggested that  cognit ive 
drawing translates  how one’s  body and mind ‘ th inks’ subconsciously.  
Pal lasmaa  therefore  argues  for  the impor tance of  cognit ive  drawing in 
architec tural  prac t ice  as  a  means to  t ranslate  thoughts  that  cannot  be 
rat ional ized. 

Cognitive drawings as interpretations of the natural
 landscape experience. 

1  Pa l lasmaa, j .  (2009) .  The Think ing Hand.  Chichester :  Wi ley.  p.14
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Figure 2 .  Cognit ive  charcoal  drawings completed upon f i rst  s i te  v is i t  by  the group
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The architec t ’s  sk i l l  l ies  in  how they rat ional ize  the i r rat ional  intangible 
exper ience.   Pal lasmaa descr ibes  the capabi l i t y  of  the architec t  as 
being their  abi l i t y  to  t ranslate  the complex and mult iple  dimensioned 
design task  into embodied exper ience and form.   He descr ibes  how 
this  i s  achieved through the subjec t iv i t y  of  the architec t .  The architec t 
uses  their  l ived exper iences  and memories  to  t ranslate  the design task 
into a  l ived form.    He discusses  how he achieves  design solut ions  in  a 
biological  manner. 2   This  suggests   that  the design s lowly  grows in  a l l 
d i rec t ions  f rom something ,  rather  than a  rat ional  and l inear  methodology 
.  Complexit ies  of  architec tural  ideas  are  far  too compl icated to  be dealt 
with  in  a  exclus ively  rat ional ized manner.  Pal lasmaa goes  on to  descr ibe 
the impor tance of  this  cognit ive  prac t ice. 

	  The role  of  this  fundamental ,  unconscious,  s i tuat ional  and tac t ic  	
	 understanding of  the body in  the mak ing of  architec ture  is
	  gross ly   under valued in  today ’s  culture  of  quas i - rat ional i t y  and 	
	 ar rogant  se l f - consciousness 3  

Figure 2  a longside is  of  the f i rst  s i te  drawings.  The drawings,  as  Pal lasma 
descr ibes,  are  intuit ive  and don’t  real ist ica l ly  por tray  anything.  Yet ,  one 
can st i l l  read into them.   They por tray  the exper ience of  landing on s i te 
and the walk  that  t raversed us  a long the contour  of  the mountain .  On the 
day of  the walk  the mountain  had recent ly  been burnt ,  creat ing a  speci f ic 
atmosphere that  has  been captured in  the drawings through the use of 
charcoal .  I mage A can be read into to  show the exper ience of  walk ing 
towards  large mountains  in  the distance.  The sense one’s  body feels  when 
walk ing towards  an over whelming moment of  sol id  mass.  The mountain 
becomes a  backdrop that  engulfs  one as  one nears  i t .  I mage B  looks  at  the 
tex ture  of  the s i te  and the qual i t y  of  the ground.  The pic ture  descr ibes 
the black ness  of  the burnt  ground.  The t ype of  ground the ear th is  at 
that  point  could make associat ions  to  the noise  that  walk ing across  the 
sur face would make.  I mages C and D descr ibe the descending pathway 
and how the qual i t y  of  the space changes f rom contour  to  contour  whist 
image E  shows the exper ience of  the body walk ing a long the winding 
path.  The repet i t ion of  the spira l  expresses  the nature  of  how we gent ly 
descended the mountain  rather  than cutt ing direc t ly  down the sec t ion 
cut  l ine. 
	
	 The ephemeral  charcoal  drawings can be ‘read into’ by  a  subjec t ive 
indiv idual  as  indiv iduals  have memories  that  they are  able  to  associate 
things  with .   The ac t  of  associat ing memories  can be descr ibed through 
phenomenology. 

2 Pal lasmaa, j .  (2009) .  The Think ing Hand.  Chichester :  Wi ley.  p.15
3 I b id  p.15
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Figure 3 .  Exper ient ia l  l ine  drawing depic t ing atmospheres  across  Table  Mountain
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Phenomenology 

Phenomenology is  descr ibed by Norburg-Schulz  as  being the,  ‘return 
to  things.’ 4   This  contr ibutes  to  the idea that  ‘ th ings’ or  objec ts  def ine 
a  place,  where,   ‘p lace’ i s  seen as  a  meaningful  space.  These concepts 
are  descr ibed in  Norburg-Schulz ’s ,  Phenomenon of  Place.  Schulz  quotes 
Heideggar  to  expla in  how,  in  poetr y,  the wr i ter  depends on the reader ’s 
memor y and their  understanding of  ‘ th ings’  such as  snow,  window,  t ree 
and table  to  create  meaningful  poetr y.   This  i s  i l lustrated through an 
analys is  of  George Trak l ’s  poem,  A Winter  Evening.   Where Trak l  re l ies 
on the readers  associat ions  with words  to  create  an atmosphere.  I t  i s 
therefore  understood that  objec ts,  or  ‘ th ings’ have associat ions  that  the 
indiv idual  holds  subconsciously.
	
	 S imi lar ly,  i f  an indiv idual  has  exper ienced the phenomena of 
walk ing in  the mountain ,  they wi l l  have memories  thereof.  These memories 
could be t r iggered by associat ions  to  tangible  things,  such as  the var y ing 
dappled sunl ight  of  the t rees,  sandstone rocks,  sounds of  stepping on 
gravel ,  an a l ike  temperature  or  even a  s imi lar  motion of  walk ing.   To an 
ex tent ,  these tangible  things  embody an exper ience.  

	 Drawings embody these associat ions,  and therefore  exper iences, 
too.   The drawings star ted express ing exper ience and enabled exper ience 
to  be unpacked and studied.  Figure 3  a longside,  i s  a  l ine  drawing of  the 
mountain .  The drawing is  represented as  a  ser ies  of  atmospheres  that 
var y  across  the s lope.  Each atmosphere is  represented in  a  di f ferent  st y le. 
These st y les  attempt to  embody each atmosphere and create  a  code 
system associat ing ephemeral  drawing st y le  to  atmosphere and locat ing 
i t  a long the s lope.  The steep ta l l  rock  face atmosphere is  depic ted in 
hard stra ight  geometr ic  l ines.  These express  ideas  of  exposed rock and 
sun str icken hard sur faces.  The forest  sec t ion is  depic ted in  a  smoother 
f lowing pen st y le.  The more organic  l ines  embody a  sof ter  atmosphere. 
One could pic ture  a  shadier  scene with a  sof ter  mater ia l i t y.   A  dark  harder 
l ine  represents  the bui ldings  and expresses  a  more purposeful  presence 
compared to  the sof t  growth of  the forest .  The dark  l ines  appear  more 
stat ic  and dense,  l ike  the atmosphere of  being within  inner  c i t y  Cape 
Town.

4 Norburg-Schulz ,  C .  (1976) .  The Phenomonon of  Place.  New York :  Pr inceton architec tural 
pr int .  P.415
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Figure 5 .  Analyz ing the mountain  sec t ion as  exper iences
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Figure 4 .   ‘ Tool  k i t ’ s tudy.   Archet ypes  of  phenomena unpacked through cognit ive 
exerc ises



Figure 4  began analyz ing the mountain  as  a  set  of  exper iences.  The f igure 
shows the sec t ion l ine f rom the top of  Devi l ’s  Peak to  the foreshore. 
The corresponding plan depic ts  the pedestr ian route thereof.    The 
exerc ise  labeled di f ferent  atmospheres  across  the s lope.  Once labeled, 
atmospheres  became studied as  archet ypes. 

	 Figure 5  shows seven archet ypes  that  were ex trac ted f rom 
the sec t ion.  These are ;  rock  face;   r idge walk ;   h i l l  s lope;   over  under ; 
neighborhood ;  ter race and foreshore.  Pr imar i ly,  each archet ype is 
exempl i f ied by a  cognit ive  drawing as  referred to  in  row 1 .   A  ser ies 
of  cognit ive  studies  were done to  unpack what  each of  the archet ype 
exper iences  and drawings represented. 

Ver t ica l  contour  model
Each archet ype was bui l t  up as  a  ver t ica l  contour  model .  This  model 
expressed how each archet ype landed on the s lope condit ion of  the 
mountain .  For  instance,  how the Woodstock neighborhood houses  are 
a  f ine enough scale  to  be bui l t  into the s lope,  creat ing inverse  ac t ive 
spaces  bet ween the forms.  The r idge walk way cuts  a long the s lope 
creat ing a  movement  r ibbon.

Growing model
A growing model  was  made of  each archet ype to  suggest  how each 
condit ion would be grown or  age.  Card was  used to  imitate  sol id  hard 
sur faces,  which are  harder  to  shape.  Clay  was  used to  imitate  l iv ing 
sur faces,  which grow,  wash away and can be molded.  This  was  ef fec t ive 
in  i l lustrat ing the r idge pathway,  where the pathway ’s  cavit y  af fec ts  the 
mountain  s lope.  The cavit y  becomes a  machine to  shaping the s lope and 
the cavit y  grows over  t ime.   P laster  of  Par is  was  used to  imitate  that 
which is  cast  and construc ted,  a l though the c lay  star ted growing onto 
the blocks,  the blocks  remain unchanged. 

Words
Subjec t ive  words  were used to  descr ibe each atmosphere and suggest  the 
exper ience of  the space.  The rock face condit ion,  for  instance,  suggested, 
“you feel  smal l  here”,  “safe” and,   “  you l ike  to  think about  things  f rom up 
here.” 

These exerc ises  enabled me to  develop a  t ype of  tool  k i t  of  exper ience 
archet ypes.  As  the phenomena of  exper iences  are  subjec t ive  and 
intangible,  the tool  k i t  enabled me to  refer  to  something that  was  more 
def ined. 

Unlocking cognitive drawings as studies of experiences and interpreting 
these into archetypes of phenomena
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H o w  c o g n i t i v e  e p h e m e r a l  d r a w i n g s ,  o r , 
s t u d i e s  o f  e x p e r i e n c e  c a n  b e  t r a n s l a t e d  i n t o 
a r c h i t e c t u r a l  d r a w i n g s  t h a t  a r e  b a s e d  i n 
r e a l i t y .



Figure 6 .   Exper ient ia l  l ine  drawing depic t ing the presence of  the seven archet ypes  of 
phenomena v is ible  f rom the s i te
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Figure 7 .  Presence of  the mountain  on s i te 
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The Woodstock publ ic  swimming pools  were chosen as  the s i te  for  an 
architec tural  inter vent ion.  The s i te  is  located in  the middle  of  the sec t ion 
l ine and is  an ex tension of  the mountain .  From the posit ion of  the s i te 
a l l  the exper iences,  which were studied,  are  v is ible.  This  enables  for 
a l l  the exper iences  to  be drawn into the architec ture  in  a  way that  the 
v iewer  has  a  more direc t  l ink  to  the or igin  of  the atmosphere as  shown 
in  f igure  6 .  Figure 7  shows the presence of  the mountain  exper ience on 
the s i te.  The photograph was taken look ing up the s lope towards  the 
exist ing Woodstock Swimming Pool .  The s i te  seems to  hold the mountain 
as  an ex tended exper ience,  with  i ts  proximit y  being c lose enough to 
understand i ts  large mass  and tac t i le  detai ls  ;  but  far  enough to  grasp i t 
as  a  whole  ent i t y. 

	 Once a  s i te  was  chosen,  the invest igat ion began to  t ranslate  the 
cognit ive  drawings into architec tural  drawings.  Robin Evan’s  Translat ions 
f rom Drawing to  Bui ld ing and O ther  Essays  def ined the architec tural 
drawing and the process  of  t ranslat ing ideas. 

Architec tural  drawings 

Evans  discusses  the di f ference bet ween cognit ive  drawings and 
architec tural  drawings.  He descr ibes  the impor tance of  the drawing as  a 
tool  in  architec ture.   Al though he discusses  the drawing as  poss ibly  being 
over valued-  and rather  that  i ts  power  l ies  in  i ts  proper t ies,  or  the ideas 
that  i t  embodies  rather  than i ts  l ikeness  to  the subjec t  ( the bui lding) ,  he 
ack nowledges that  the usefulness  of  the drawing in  architec ture  is  i ts 
assumption that  the drawing is  t rue. 5   This  enables  the drawing to  be the, 
‘unfai l ing communicant ’. 6   This  way of  work ing is  seen to  di f fer  to  that  of 
ar t  or  cognit ive  work .  Evans  discusses  how although ar t  and architec ture 
are  c losely  l inked,  they di f fer  in  the way that  architec ture  appears  to  be 
dis jo inted.  Evans  descr ibes  this  in  the way that  a  sculptor  works  on the 
sculpture,  the ar t ist  –  the paint ing,  whi lst  the architec t  works  on the 
drawing or  another,  ‘ inter vening medium’,  and not  the bui lding. 7 

	 He descr ibes  drawings as  having direc t  and exper ient ia l  qual i t ies. 
Exper ient ia l  architec tural  qual i t y  drawings,  such as  cognit ive  drawings, 
gives  r ise  to  the suggest ion that  the architec ture  drawing could stand by 
i tse l f  as  a  piece of  ar t .  Evans  converses  a  scenar io  where the drawing is 
something that  ’ i s  to  be consumed by the v iewer ’. 8  

How cognitive ephemeral drawings, or,  studies of experience can be 
translated into architectural drawings that are based in reality.

5 Evans,  R .  (1997) .  Translat ions  f rom Drawing to  Bui ld ing and O ther  Essays .  London:  Architec tural 
Associat ion London p 154.
6 I b id  p.155
7 I b id  p.156
8 I b id  p.160
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Evans goes  on to  discuss  the l imitat ions  and advantages  of  drawing 
techniques  that  are  developed to  communicate  architec ture.  The 
Campani le  drawing is  able  to  imply  depth through i ts  representat ion of 
the stone.  I mpl ied depth is  expla ined by Evans  as  being able  to  t ranslate  2 
dimensional  th in  paper  into the impress ion that  i t  ex tends much deeper. 
‘ I t  i s  an attempt to  make v i r tual  space and real  space at  one and in  the 
same t ime and the same place’.  11

	 Evans  descr ibes  the l imits  and advantages  of  represent ing 
architec ture  as  drawing on paper.   The advantage is  expla ined as  the 
ease of  communicat ion and translat ion through convent ional  means. 
The l imitat ion of  drawings is  expla ined as  how the t wo dimensional i t y 
and representat ional  proper t ies  of  paper  creates  a  too caut ious  control 
over  a  v i r tual  connec t ion bet ween the drawing and the bui lding and an 
embel l ishment  of  f rontal i t ies. 12   

	 I t  may seem obvious  that  only  when f ight ing this 
	 tendenc y,  seeing outs ide the drawing technique,  h is 
	 imaginat ion soar ing above the conf ines  of  the medium, 
	 can the architec t  create  ful ly  embodied three - dimensional  form. 13  

Evans  then counter  argues  this  point  by  expla ining that  l imitat ion a l lows 
for  universal  t ranslat ion.  He expla ins  that  a l though f rontal i t y  and the 
t wo dimensional i t y  of  the paper  is  s t i l l  dominant ,  there  is  an express ion 
of  r igorous technique.  This  technique is  enabled by the l imitat ion of  the 
drawing.  I n  other  words,  the drawing can be control led.  Evans  suggests 
that  a  complete  control  over  the drawing might  a l low for  the design to 
be f ree of  the conf inement  of  the paper.   I f  there  were no l imitat ion or 
conf inement  of  convent ional i t y,  then the architec t  would lose  control 
over  a l l . 

 	 The invest igat ion process  became about  t ranslat ing the cognit ive 
drawings into this  t ype of  architec tural  drawings.  The a im was to  use 
r igorous l imitat ions  of  architec tural  drawings combined with one’s 
imaginat ion in  order  to,   ‘see  outs ide the drawing technique’ and create 
an exempl i f ied exper ience. 

11 Evans,  R .  (1997) .  Translat ions  f rom Drawing to  Bui ld ing and O ther  Essays.  London: 
Architec tural  Associat ion London .p  .169.
12 I b id  p.172
13 I b id  p.172



Figure 11.   Abstrac t  bui ld ing plan
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Figure 10.   Col lage plan model  suggest ing space and struc ture.
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Figure 9 .  ‘ Tool  k i t ’ col lage plan
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Figure 8 .   Satel l i te   p ic ture  s i te  plan 
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Layer ing Process 

As  a  study ,  contrast ing direc t  ( f igure  8)  and exper ient ia l  ( f igure  9) 
drawings were generated to  be merged to  unlock a  drawing bet ween 
them.  Figure 8  and 9  are  both architec tural  drawing plans,  which 
represent  the s i te.   They both have convent ions  of  architec tural  drawings 
such as  scale  ,  p lan v iew,  and represent  a  space based in  real i t y.  Figure 8 
conveys  di rec t  qual i t ies  as  i t  represents  fac tual ly  what  exists  on the s i te. 
Figure 9  was  created us ing the ‘ tool  k i t ’ of  atmospheres  into a  col lage 
over la id  onto f igure  8  .  The drawing represents  the same s i te,  however, 
i t  has  a  more exper ient ia l  qual i t y.  Al though the scale  and contour  l ines 
are  fac tual ,  the drawing’s  ephemeral  qual i t y  suggests  atmospheres  that 
the v iewer  could read into and imagine.   One could read into the drawing 
to  see suggest ions  of  weather,  in  the rock face t ype’s  eroded tex ture ;  or 
one could see walk ing c i rculat ion journeys  in  the r idge t ypes  z ig-zagging 
l ine. 

	 The process  of  the invest igat ion was  to  def ine an architec ture  that 
landed bet ween these t wo drawing t ypes.  An architec tural  drawing that 
had a  di rec t  qual i t y,  which a lso embodied the exper ient ia l  atmosphere 
suggested by the ephemeral  drawing. 

	 The development  proceeded to  become a  ser ies  of  studies 
that  interac ted bet ween the direc t  and the exper ient ia l  qual i t ies  of 
representat ion.  Figure 10 i l lustrates  a  model ,  which was  bui l t  of  f igure 
9 .  The model  t ranslated the col lage into a  spat ia l  real i t y  that  dealt  with 
s lope and scale.  I t  a lso  suggested a  tec tonic  order,  indicat ive  to  a  t ype 
of  st ruc tural  gutter,  which contrasted the undef ined f luc tuat ing ground 
plane.   A  photograph of  the model  was  then traced into a  plan drawing 
as  seen in  f igure  11.  The drawing star ted to  charac ter ize  a  more direc t 
qual i t y.  This  i s  evident  through the l ine weights  and room t ypes.  One 
could star t  reading the t ype of  spaces  as  being thick  inhabited wal ls 
that  hold the bui lding up against  the s lope and open into a  ser ies  of 
cour t yards.  The c i rculat ion can be seen travers ing diagonal ly  across  the 
bui lding.  Contrast ing the thick  hard wal ls ,  one can see a  sof ter  qual i t y 
within  the cour t yards  and c i rculat ion in  the l ighter  l ine  weight .  
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Figure 12:  Architec tural  model  showing diagonal  c i rculat ion,  st ruc tural  gutters,  s loped 
ground and reta ining wal ls 
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These condit ions  where then translated into an architec tural  model 
in  f igure  12.  The model  began to  arrange the suggested exper ient ia l 
qual i t ies  into a  work ing programmatic  bui ld ing.  The program of  the 
bui lding e laborated on the or iginal  publ ic  swimming pool .   The publ ic 
swimming pool  i s  the core  whi lst  the other  programs work  of f  of  i t .   O f f 
the west  of  the publ ic  swimming pool ,  which maintains  i ts  f ive -rand 
entr y,  i s  a  pr ivate  gym,  only  access ible  to  members.  Fur ther  west ,  towards 
Sear le  Street  i s  a  restaurant  and café,  which ser v ice  both the surrounding 
of f ices  as  wel l  as  the pools  and gym and provide an ac t iv i t y  node for  the 
s i te.  Along Sear le  Street  are  pr ivate  rented out  of f ices,  which ac t ivate 
the street  as  wel l  as  def ine and protec t  the edge of  the swimming pool 
fac i l i t y.  Tucked on the Eastern s ide of  the publ ic  pools  under  the ta l l 
t rees  is  a  pool  therapy fac i l i t y.  The fac i l i t y  consists  of  t wo doc tors  rooms, 
a  rehabi l i tat ion pool ,  a  therapy pool ,  a  sauna and a  steam room. 
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Figure 13.  Ex trac t ing archet ypes  of  phenomena f rom the mountain

Figure 14.  Archet ypes  of  phenomena f rom the mountain  evident  in  the plan
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The program synthesizes  into the exper ient ia l  architec ture  and the 
bui lding begins  to  t ranslate  the phenomena of  the mountain .  The 
phenomena are  represented in  f igure  13.   The photograph of  the mountain 
shows the t ravers ing pathways  of  the r idge condit ion,  the stone f rom the 
rock face condit ion and the water fa l ls  which could be imitated in  the 
bui lding’s  gutters.   These three t ypes  are  shown in  the plan in  f igure  14.  
By  t ranslat ing these phenomena of  the mountain  into architec ture  i t  i s 
hoped to  t r igger  the user ’s  memor y of  the mountain  into the exper ience 
of  the bui lding. 

	 When one traverses  diagonal ly  up the s i te  and through the bui lding, 
one’s  body understands that  they are  t ravers ing up the mountain .   When 
one looks  up to  the mountain ,  they can see the rock face,  whi lst  they 
can direc t ly  touch and understand the qual i t y  of  the rock face’s  stone 
through the bui lding’s  stonewal ls  which surrounds them.  S imi lar ly,  when 
i t  ra ins  and the water fa l ls  ac t ivate  the mountain’s  face,  a  user  of  the 
bui lding would understand the magnitude of  the water fa l ls  they see on 
the mountain  direc t ly  through the waterscape of  the open gutters  in  the 
bui lding.   I n  this  way,  the bui lding cont inuously  re - or ientates  the user  to 
their  natural  surroundings.
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Figure 15.  Roof  scoops responding to  or ientat ion of  the s i te  ,  connec t ing the sun and 
the v iew

Figure 16.  Façade study,  an analogy of  the mountain  and c loud
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I n the development  of  the design,  the intent ion was to  cont inuously  re -
or ientate  the user  with  their  natural  surroundings.   The s i te  condit ion 
or ientates  the bui lding in  a  nor th-south direc t ion.   The v iew of  the 
mountain  is  s i tuated on the top of  the s lope on the southern s ide whi lst 
the sun and the pool  are  s i tuated on the nor thern s ide.  Although the 
plan t ranslates  the motion of  ascending the mountain ,  the roof  became 
impor tant  to  interac t  the southern v iew with the nor thern l ight .    The 
form of  the roof  therefore  responded to  these condit ions  in  the form of 
scoops which l i f ted up at  moments  to  let  l ight  in  or  accentuate  the v iew.  

	 The animated form of  the roof  contrasted with the grounded 
stonewal ls  and became interpreted as  an image of  the mountain  and 
the f loat ing c loud.   These t wo languages became the informants  for 
construc t ing the architec ture  into tec tonic  detai ls  in  a  way that  re -
i terated the atmosphere of  the mountain  to  the user. 
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T r a n s l a t i n g  p h e n o m e n a  i n t o  t e c t o n i c s  d e t a i l s
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Figure 17.  Atmospheres  t ranslated to  stone t ypes
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The most  di rec t  way of  t ranslat ing phenomena into tec tonic  detai l 
was  us ing the matching mater ia l .  Figure 17 shows the l ine drawing of 
exper iences  present  a long the mountain  t ranslated to  the stone layers, 
which occur  there. 

	 Crompton descr ibes  the di f ferent  layers  of  rock  that  make up 
the mountain  to  i l lustrate  the formation of  the Cape Town landscape.  
This  i s  por trayed in  the understanding of  a  var iet y  of  rocks  and their 
respec t ive  proper t ies.  By  understanding how these rocks  have shaped 
Cape Town’s  landscape,  i t  i s  hoped to  understand how the rocks  behave 
as  mater ia ls  and their  respec t ive  geological  proper t ies.  For  instance,  the 
more res istant  and harder  granite  and sandstone predominant ly  make 
up the hi l l s  and mountains  in  the Cape Town area whi lst  the sof ter  shale, 
that  i s  eas i ly  worn away,  forms the low ly ing areas  including the Cape 
Flats .  14  

	 Crompton descr ibes  the Cape Town landscape being def ined by 
the f lat  top of  Table  M ountain  s i t t ing over  1000 m above sea level  with 
the contrast ing peaks  of  L ion’s  Head and Devi l ’s  Peak on e i ther  s ide. 
These mountains  contain  most  of  the stone resources  in  Cape Town and 
charac ter ize  the c i t y  as  we k now i t  today.  These resources  predominant ly 
inc lude;  Table  Mountain  sandstone;  Cape granite ;  Malmesbur y  shale  and 
graafwater  mudstone.  15

Translating phenomena into tectonic details

14 Crompton,  J .  S .  (2004) .  The Rocks  and Mountains  of  Cape Town.  Cape Town:  Double 
Storey.  p.24 
15 I b id  p.12
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Figure 18.  Col lage depic t ing memor y of  stone;  nature,  hand craf ted,  weather
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Phenomenology of  stone

Norburg-Schulz  descr ibes  phenomenology as  a  ‘return to  things.’ Figure 
18 descr ibes  the return to  the or igin  of  the craf ted stone’s  memor y. 
The f igure  shows how cape granite  stone has  associat ions  to  i ts  natural 
or igins  in  how i ts  ‘grown’ up a long the coast  in  i ts  lava  formation to  give 
i ts  rounded form.  The stone a lso has  associat ions  of  how i t  has  been 
craf ted by man through labour  tool  indents  that  charac ter ize  the stones 
chipped face.  Last ly,  the associat ion of  t ime and nature  connec ted to  how 
the stone reac ts  to  wind,  water  and sun.  Through these ways,  the stone 
is  charged with memor y.  The mater ia l  therefore  evokes  the indiv idual ’s 
memor y.  I n  this  way,  the mater ia l  becomes more than an ef f ic ient  bui ld ing 
mater ia l  and contr ibutes  toward meaningful  ‘p lace mak ing’ as  termed by 
Norburg-Schulz .   16

16 Norburg-Schulz ,  C .  (1976) .  The Phenomonon of  Place.  New York :  Pr inceton architec tural 
pr int .  P.416
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Figure 19.  Explorat ions  of  stone showing jo int  st ruc tures  and stone.  Top:  Table  Mountain 
Sandstone,  Cape Granite  ,  Malmesbur y  Shale
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I nvest igat ing stone

Figure 19 shows a  process  of  exper imenting with stone.  I t  became 
impor tant  to  understand stone in  terms of  i ts  charac ter  and behavior  in 
order  to  understand i ts  tac t i le  and phenomenological  va lue.   A  ser ies  of 
studies  were completed in  order  to  understand how the stone reac ts  and 
what  i ts  l imitat ions  and potent ia ls  were. 

	 I n  conclus ion,  i t  was  found that  the jo int  st ruc ture  of  each stone 
t ype def ined the stone’s  charac ter.  Table  Mountain  sandstone was 
charac ter ized by i ts  square jo int  system.  The stone broke eas i ly  into 
ninet y- degree sol id  blocks  and consequently  expressed a  heav y and sol id 
impress ion.   The Stone had a  smooth l ike  f in ish and red orange tones, 
depending on i ts  weathered condit ions.   Contrast ing the geometr ic 
appearance,  cape granite  was  more br i t t le.  The black  and white  f lecked 
stone broke into organic  rounded pieces.  However,  i t  was  eas ier  to 
chisel  into rounded smooth ar t i fac ts .  The rock thus  embodied a  sof ter 
appearance.  Opposing both these stones,  the dark  malmesbur y  shale 
broke into thin  shard- l ike  jagged pieces.  They were of  a  smal ler  gra in  and 
had less  predic table  forms.    Each of  the three stone t ypes  natural ly  had 
their  own aesthet ic  value of  what  the mater ia l ’s  abi l i t y  tended toward, 
and hence,  embodied an associated atmosphere.
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Figure 20.  Table  Mountain  Sandstone study.  What  the stone wants  to  be vs  manipulat ing 
the stone against  i ts  charac ter
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Table  mountain  sandstone was chosen to  be used in  the bui lding.  The 
stone is  v is ible  on the rock face of  the mountain  and therefore  direc t ly 
t ranslated the exper ience of  the mountain  through mater ia l i t y  to  the user. 
The block- l ike  charac ter  of  the stone a lso re - i terated the heaviness  of  the 
mountain .  This ,  as  wel l  as  the dark  weathered tones  of  sandstone,  a lso 
a l lowed the l ightness  of  the roof  to  contrast  as  t wo di f ferent   systems.

	 Figure 20 shows a  study look ing at  the tec tonic  of  Table  Mountain 
Sandstone.  I t  was  impor tant  to  use the stone in  a  way that  promoted i ts 
natural  charac ter.  The image depic ts  t wo di f ferent  approaches  of  us ing 
the same stone.   Both have a  recessed grout  and which creates  a  shadow 
l ine and can be interpreted to  give the impress ion of  the wal l  being a 
more natural  dr y  wal l .   However  the wal l  on the r ight  appears  to  embody 
the charac ter  of  the sandstone more in  the way that  the rock is  dressed. 
The rock appears  to  maintain  i ts  natural  imper fec t  edges  compared to 
the lef t ’s  more prominent  geometr y.  
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Figure 21.  Studies  of  fer rocement  sk in
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Cloud

Contrast ing the grounded stone wal l ,  the roof  struc ture  needed to  express 
a  l ight  f loat ing system to represent  the f lu idit y  of  a  c loud.  White  fer ro -
cement  was  selec ted to  achieve the smooth f lowing tec tonic. 
	
	 Figure  21 shows a  study of  the ferrocement  sk in  of  Greek Or thodox 
chapel  in  Cyprus  by M ichai l  Georgiou.   The ferrocement  sk in’s  st ruc ture 
was  appl ied to  the roof.  The sk in  achieves  a  150mm thick ness  and s i ts  on 
a  steel  f rame struc ture.  S imi lar  to  the study,  the roof  system was to  s i t  on 
a  steel  f rame struc ture.  The steel  f rame ra ised up at  par t icular  end points 
in  order  to  scoop l ight  in  or  maximize the v iew of  the mountain .   These 
f rames were then connec ted by steel  C-sec t ions.  The f lu idit y  of  the c loud 
was then achieved by the ferro - cement ’s  construc t ion of  draping a  steel 
mesh mater ia l  across  the roof.  This  gave the system a  f lu id  c loth- l ike 
appearance that  could represent  a  tablecloth f loat ing in  the wind.
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Figure 22.  Development  sketch of  the facade design.  The facade begins 
to  i l lustrate  the l ightness  of  the roof  struc ture.  At  this  point  the roof 
des ign st i l l  appeared heav y and attached to  the ground and needed to 
be developed to  appear  a lmost  f loat ing. 
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Figure 23.   Roof  and wal l  tec tonics  represent ing weather  and t ime
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The analogy  of  the c loud and mountain  cont inued into the ideas  of 
tec tonic  detai l ing.  I t  became impor tant  to  emphasize  the detai ls  of  t ime 
and weather  in  a  way that  re - or ientated the user  once again to  their 
natural  surroundings.   Figure 23 a longside shows how the roof  began 
represent ing the sk y  and weather  whi lst  the wal ls  expressed elements  of 
t ime and growth of  nature.  The roof  was  per forated at  moments  to  a l low 
dappled hazed sun into the space.  This  a lso  a l lowed for  ra in  t r ick le  in  at 
appropr iate  moments  such as  outs ide c i rculat ion and shower  rooms. 
The detai l ing of  the stonewal l  enabled water  to  t r ick le  down the ex ter ior 
face and sta in  the sur face and l ichen and moss  to  grow,  emphasiz ing the 
role  of  t ime. 
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The objec t  of  th is  d isser tat ion was  to  invest igate  the phenomena of 
intangible  exper ience and translate  i t  into architec tural  forms through 
the use of  drawings.  The outcome,  of  which ,  has  been a  process  of 
explorat ions  which have given ins ight  into a  deeper  understanding of 
dwel l ing and atmosphere.  Subsequently,  i t  has  informed an architec ture 
which enhances  the body ’s  journey.  An architec ture  which takes 
care  to  enr ich the mind’s  dwel l ing exper ience,  both consciously  and 
subconsciously. 
	 The architec ture  becomes a  interpretat ion machine,  t ranslat ing the 
exper ience of  the mountain  through memor y t r iggers  and associat ions.  I t 
interprets  i tse l f  through the mountain ,  and the mountain  interprets  i tse l f 
through i t .   A  vehic le  for  t ranscending space and imaginat ion. 

Conclusion
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